



　「消滅の技法（1）―Daniel Quinn, Maria Turner, Sophie Calleを手がかりに」１ では、Paul Auster, 




































































































































































　ソフィ・カル「ヴェネツィア組曲」を論じたボードリヤールも、”Please Follow Me”（1983） で、ヴェ
ネツィアについて以下のように述べている：
The city is built like a trap, a maze, a labyrinth that inevitably, however fortuitously, brings 
back people to the same points, over the same bridges, onto the same plazas, along the same 
quays.  By the nature of things, everyone is followed in Venice； everyone runs into each other, 
everyone recognizes each other…. the violent moments of the narrative, the dramatic moments, 
are those where the followed person, seized by a sudden inspiration, as they say, turns around, 
making an about-face like a cornered beast.  The system reverses itself immediately, and the 
follower becomes the followed, for there are no side exits in Venice, and it is impossible to 
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meet without recognizing each other.  Who could hope to get out of this enclosed, insular, 
immersed, dead-ended city, even by following someone to the end.  Never will he lead you to 
the outside, like the Pied Piper of Hamelin; he will always take you back to the centre, by 
prodigious circumvolutions.　And the only dramatic event in this circular maze is the 














Everything is at the vanishing point.  Everything happens as the result of an unwarranted 
predestination: Why him, why Venice, why follow him?  The very blindness with which this 
plan is carried out…already corresponds to that blinding effect and disappearance of will 
characteristic of the vanishing point.  And starting there, everything converges into the same 
effect: The shadowing, Venice, the photography, all this is being played out beyond the 
vanishing point.  The shadowing makes the other  vanish into the consciousness of the one who 
follows him, into the traces that he unknowingly leaves behind―Venice is a vanished city, 






































































































































































































































































































































































































































































































































































































































大島　編 100-1）や Batchen、『写真のアルケオロジー』（174-79）などが参考になる。前者によれば、遠近法は 15
世紀半ばに完成した数学的原理に基づく 3 次元空間の 2 次元平面への再現システムであるが、単に絵画の新技法
というだけでなく、「見られるもの」としての現象世界、それに対する「見る主体」という図式の原型となり、
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